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ABSTRACT 
The question set forth in this thesis is, “What are the unique obstacles Black 
theater experiences in the 21st century and how can they can create a symbiotic 
relationship with their communities for the potential sustainability of both?”  Its purpose 
is to investigate the root challenges Black theater experiences in achieving sustainability 
in America, to discern how much American racial turmoil has affected the Black 
community and therefore Black theater, and to identify methods by which Black theater 
can reverse engineer a path to a symbiotic relationship with their communities in order to 
consistently achieve the sustainability of both.  
This thesis found that Black theaters in America are far less represented than their 
Eurocentric counterparts.  Black theaters memberships within theater industry trade 
organizations (i.e., League of Resident Theaters and Theater Communications Group) are 
not reflective of the number of Black theaters operating in America.   Black theaters 
represent approximately 13% of theater community, but less than 2% have memberships 
in industry groups.   Black theaters are also disproportionally less visible than their 
Eurocentric counterparts.  In this era of almost immediate digital access, accessing the 
existence of or information on theaters for and by the African American Diaspora is 
nominal at best.  The national databases researched for this thesis; League of Resident 
Theatres, Theater Communications Group, Actors Equity and others, do not either have 
Black theaters listed within them, or do not signify the existence a theater as a Black 
theater.  Nor is there any empirical data specifically on why this disparity exists in the 
theater community. However, this thesis found a correlation between the success or 
failure of the Black communities compared to the success or failure of Eurocentric 
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communities and the success or failure of Black theaters compared to Eurocentric 
theaters.   
 This disparity of representation of Black theater is a reflection of racial inequality 
in American culture.  When identifying challenges in the Black community I found that 
systemic racism leads to economic inequality (African American household income in 
America consistently less than Eurocentric household incomes Figure 7 Figure 8, which 
ultimately leads to failing communities Figure 4.     This same paradigm occurs in Black 
theater yet manifests slightly differently: Systemic racism leads to economic inequality 
(individual donor priorities shift to need base reasoning, audience participation from the 
community dissipates from, in part, lack of funding) which leads to failing communities 
(Black theaters struggle to earn income through ticket sales and/or programming as their 
primary constituent suffers).   
This thesis recommends that Black theaters return to community engagement rather 
than audience engagement. Engaging into the community, being an integral part of the 
the functionality of the community, not only can Black theater be able to develop a stable 
business model but in turn be a catalyst for the sustainability within the community.    
Recommendations include: 
•   Changing the narrative to achieving stability versus success. 
o   Contributed income, mission and vision, and achieving a healthy longevity 
are how Black theaters can achieve sustainability. 
o   Black theater needs to be mobile, innovative, inclusive and civic minded 
in order to survive in today’s techno-distracted society.  
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•   Choose “Community Engagement”.  The act of taking a group of people from the 
same place, purpose, goals or interests, and presenting material that reflects that 
place, purposes, goals or interests to maintain their attention and interest for a 
certain amount of time.   
•   Civic Engagement using the resources readily available within the arts community 
designed specifically for the communities Black theater serves, ( i.e. creative 
placemaking) to further strengthen the organization and in turn the community it 
serves.	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INTRODUCTION 
 
 
"Black theater doesn't share in the economics that would allow it to support its artists 
and supply them with meaningful avenues to develop their talent and broadcast and 
disseminate ideas crucial to its growth.” – August Wilson, TCG Keynote 19961 
 
The importance of creating a sustainable business model within Black theaters 
goes beyond ensuring its continued existence, but transcends into being a vital tool for 
Black communities.   American society, today, is in tremendous turmoil on many levels.  
The middle class is getting smaller, cultural strife is rampant and violence against people 
of color is growing at an alarming rate,(Parker 2015; Pew Research Center 2015).  Art 
has always been a tool by which the masses can be moved in a positive and uplifting 
manner.  Black theater has the capacity to improve Black communities (with whom many 
of these American ails are disproportionately affecting) in a positive manner as well.  
Thus, understanding how to better provide Black communities with a sustainable source 
of art is not only important but necessary.  Thus, the purpose of this thesis is to 
investigate the root challenges Black theater experiences in achieving sustainability in 
America, to discern how much American racial turmoil has influenced the Black 
community and therefore Black theater, and to identify methods by which Black theater 
                                                
1	  (Wilson	  2001)	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can establish a symbiotic relationship with their communities to enhance the 
sustainability of both.  
Initially, I was driven by my need, as an actress and writer, to understand why it 
was so challenging finding Black theaters with whom I could connect.  Simple Google 
searches provided a plethora of Eurocentric theaters, especially in New York where I was 
living at the time, but Black theaters were far more elusive.  In talking with fellow 
African American artists, I found this to be a common question. Why are there not more 
prominent Black theaters?  And more perplexing was that of all the constituencies that 
Black theater could cater to, African American actors was a primary one.  If we, the 
African American performer, didn’t have easy access to these organizations, how 
challenging was it for the average consumer? 
Of the self-described theaters for and or by peoples of the African Diaspora that I 
found in New York – including but not limited to: Negro Ensemble Company, Classical 
Theater of Harlem, Impact Repertory Theater, and National Black Theater – only one 
was a member of the Theater Communications Group (TCG), a nonprofit organization 
whose mission is to “strengthen, nurture and promote the professional not-for-profit 
American theater,” (TCG Publications 2016).  TCG is a powerful networking and 
educational tool for theaters to gain access and information on methods to achieve 
sustainability as well as a conduit to the advocacy efforts in the theater community.  I was 
curious as to why more Black theaters were not members and then I wondered, “How 
many Black theaters are members of other industry organizations?” 
The 95 Black theaters I ultimately identified through a search of available data, 
none are members of League of Resident Theaters (LORT).  LORT is another influential 
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organization whose main focus is to administer, “the primary national not-for-profit 
collective bargaining agreements with Actors' Equity Association (AEA), the Stage 
Directors and Choreographers Society (SDC), and United Scenic Artists (USA),” 
(League of Resident Theatres 2015). When dealing with theater unions, LORT is a 
resource that can be extremely valuable in navigating contracts for shows and union 
compliance. What this means is that two of the most powerful tools available to the 
theater community are either not available to or not being utilized by Black theaters.  
 
Problem Statement  
In what can be ostensibly called the theater capital of the United States, New 
York City, why was Black theater so under-represented?  In developing my thesis 
question, I was tasked in narrowing my focus.  I began my inquiry with the question as to 
whether or not, “Black Arts Organizations Can Achieve Financial or Commercial 
Success and Maintain Integrity with Their Constituents and Mission.”   I wanted to find 
out if an organization’s growth capacity was different or affected by race or mission.  Did 
organizations of color with larger budgets have challenges in maintaining their mission 
and constituency focus that was different from Eurocentric organizations? Did they need 
to broaden their mission scope and constituency focus in order to appease their larger 
audiences?  I posited that a narrow mission and a focused constituency limited an 
organization’s ability to grow.   
I interviewed the following individuals during my research: Artistic Director and 
Co-Founder Jennifer Childs of 1812 Productions; Artistic Director and Co-Founder Seth 
Rozin of Interact Theater Company; Artistic Director Valerie Gay of Art Sanctuary; 
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Artistic Director Dorothy Wilkie of Kulu Mele; lawyer from the Greater Philadelphia 
Cultural Alliance, Nicole Allen; and, research consultant Holly Sidford from Helicon 
Collaborative.  This group represented diverse perspectives of the art sector; culturally, 
financially and by genre.  However, each of the performance organizations have very 
narrow missions while the participants who are non-performers represent an equally 
diverse set of perspectives within the area of arts sector support.  Through interviewing 
each of these individuals, a balanced approach to acquiring qualitative data was achieved. 
Figure 1  
 To each of them I asked questions about their specific missions, their growth, 
their budget and their constituents Appendix A, and what success meant to them.  I found that 
across the board the answer was the same.  There was no appreciable difference in the 
causality of growth in theaters, whether Black or Eurocentric.  The more money you 
receive, the larger you grow, which means there are more people you have to please in 
order to sustain your organization.  A narrow mission ultimately limits your ability to 
serve a large audience, and as a result, said mission has to expand in order to grow.   
This, as it turns out, was neither a new idea, nor a question I was interested in pursuing. 
I realized instead that I wanted to better understand the factors that contributed to 
the disparity of representation between Black theaters and Eurocentric theaters in 
organizations and networks like those of TCG and LORT.   I wanted to see if I could 
identify some root causes for this disparity, reverse engineer a path for Black theaters to 
follow that can mitigate these challenges and provide tools to fortify built-in strengths. 
Therefore, my thesis question developed into, “What are the unique obstacles Black 
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theater experiences in the 21st century and how can they create a symbiotic relationship 
with their communities for the potential sustainability of both?”  
Defining Black Theater 
 
At this point, I want to define Black theater vs. Eurocentric theater, as these two 
terms provide a critical grounding for my research and this thesis.   There has been much 
dialogue on what constitutes Black theater.  During the Black Arts Movement in the 
1960’s, Black theater was defined as exclusively for and by African Americans.   From 
The Black Arts Theater School to The Revolutionary Theater, the focus was to empower, 
enlighten and invigorate the Black community (Neal 1968).  Despite successful audience 
turnout and funding from HARYOU-ACT (Harlem Youth Activities Unlimited and 
Associated Community Teams) and the Office of Economic Opportunity, political 
pressure surrounding their militant stances on Black power and activism forced these 
organizations to close and future organizations to ameliorate their messaging. 
  From the 1970’s through the 1980’s, Black theater, while still for and by the 
Black Community, evolved to providing opportunities for African American artists to not 
only perform, but to do so with integrity.  The focus was to change the representation of 
African Americans on the theatrical landscape (Devos Institute of Arts Management at 
the University of Maryland 2015).  Today, politically focused theater surrounding the 
African American Diaspora is not as prevalent as it was in the past 50-60 years; however, 
accurate cultural representation is still very much part of the Black theater experience. 
For this paper, Black theaters are defined as theaters that are predominantly 
managed and whose works are predominantly performed by African Americans. Their 
missions are to produce works by African American writers and/or accurately represent 
	  	  
6	  
African American life.    Eurocentric Theaters are theaters that are predominantly 
managed by peoples of European descent and whose productions are predominantly 
written and performed by peoples of European descent.   
The African Diaspora is large in America.  It incorporates cultures from Latin 
America, South America, the Caribbean Islands and all of the countries in Africa.  To 
incorporate the representation of the full Diaspora would have been unmanageable.  
Inasmuch, for this thesis, I will focus on descendants of slaves in America – African 
Americans.   The nomenclature, Black, is used for inanimate objects such the 
“community,” or “theater.”  
 
 
METHODOLOGY 
 
 
The methodology for this thesis is comprised of multiple avenues of research on 
existing Black theaters and their connection to mainstream resources dedicated to the 
advancement of theater, the communities which Black theaters serve (historical and 
present day), and the historical relationship between Black theater and Black 
communities.  
My research includes a compilation of the number of Black theaters in the 
country, census data aggregation of the incomes for Black and White individuals in 
America, interviews conducted with arts leaders in Philadelphia and New York in theater 
and advocacy, a case study of an all-Black community at the turn of the last century and 
an analysis of the efficacy of the American dollar within the Black community.  In 
addition, I conducted interviews with four organizations that represented a microcosm of 
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singular focus of mission as well as two individuals who have worked in the arts sector in 
research and advocacy.   These performance organizations each have been in existence 
for over 15 years and are in different stages of organizational life cycle.   Initially this 
was important in regards to the original thesis question, as none of them were in the 
startup phase and therefore had the weight of some years of experience behind them, nor 
were any of these organizations in the decline phase.  
Further, a literature review of existing studies, books, articles, interviews and 
peer-reviewed publications was conducted on income inequality, the history of African 
Americans in America and the history of Black theater in America. Further research was 
conducted on The Black Arts Movement and their grassroots efforts to affect change and 
implement improvements within Black communities using the tool of art. Moreover, the 
opinions, actions and experiences of activists, community leaders and professionals in 
Black theater were considered and utilized in the construction of this thesis. 
Several sources of information also resulted from digital media in the form of 
TedTalks, YouTube videos, and podcasts of speeches by experts in the field of 
economics, theater, and race in America. 
 
Significance and Limitations of this Study 
 
This study examines the presence of Black theater in the American theater 
landscape, the reported challenges of the Black theater, and how cultural biases 
throughout history have contributed to them. Ultimately, it is an investigation of what 
historically worked within the Black theater, why it worked and with that information 
discover how Black theater can develop sustainable practices for the future while 
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maintaining its laser focus on creating work for and by African Americans and their 
community.    
This thesis will lay a foundation for further research on incorporating the 
economic development of predominantly African American neighborhoods, Black theater 
and the artistic efforts of creative placemaking into already existing community entities 
that will continue to serve their populations in the strongest possible way.   
Further, I have limited the scope of arts organizations to theaters, as there is a 
myriad of challenges specific to a sundry of art forms, and again, the capacity to 
thoroughly research all Black organizations was not feasible.  Therefore, I have restricted 
the scope to African Americans and Black theater.  
My research also included interviews with professionals in the arts sector.  These 
individuals were initially selected based upon the original thesis question and reflect not 
only narrow mission-focused organizations, but also represent both Black and 
Eurocentric arts organizations.  Two interviewees were selected because of their work 
experience and research in the area of the arts and how race, if at all, impacts it.   They 
are as follows: 
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Organization Mission Budget BT/EU 
1812 Productions 
1812 Productions is dedicated to creating theatrical 
works of comedy and comedic works of theater that 
explore and celebrate our sense of community, our 
history and our humanity. 
 
900,000 Eurocentric 
Art Sanctuary 
Art Sanctuary uses the power of black art to 
transform individuals, create and build community 
and foster cultural understanding. 
 
750,000 Black theater 
InterAct Theater 
Dedicated to commissioning, developing, and 
producing new and contemporary plays that explore 
the social, political, and cultural 
issues of our time. 
 
730,000 Eurocentric 
Kulu Mele 
Kulu Mele African Dance & Drum Ensemble 
preserves and presents the traditional dance and 
music of Africa and the African Diaspora, and 
celebrates contemporary African American culture. 
 
250,000 Black theater 
Greater Philadelphia 
Cultural Alliance 
We lead, strengthen and give voice to a diverse 
cultural sector that is making Philadelphia a world-
class region to live, work and play. 
 
- - 
Helicon 
Collaborative 
Organizations committed to diversifying 
participants incorporate this intention in their 
missions. They regularly review their mission 
statements in the context of their evolving 
community, and have articulated a clear, 
compelling and relevant purpose that is evident in 
all aspects of their work. 
 
- - 
Figure 1 - List of Interviewees 
 Admittedly, this is a broader representation of the field than the question of this 
thesis presents and only Philadelphia and New York are represented here; however, the 
questions posed to these interviewees were based not only upon their individual expertise 
in their organizations and fields, but also on their experiences navigating the bureaucracy 
of the national theater landscape.  
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Challenges during Research 
 
There is little existing academic research on what is a Black theater vs a 
Eurocentric theater; much of this information is presented in grey literature. In addition, 
the official sources, that provide information regarding theaters in general, are only 
comprised of theater organizations that either have the knowledge or desire to register 
and become members with these sources. There are thousands of theaters in the country, 
who for a sundry of reasons, are not represented on official sites like TCG, LORT or 
Actors Equity Association (AEA).  Further, the categorization of mission focus is not 
specified on many of 
the official sites and 
the only way to 
establish if a theater 
company falls within 
this thesis’ definition 
of Black theater was 
to go to each 
theater’s website and GuideStar pages to confirm whether they were still active and to 
review their mission, staff and board Figure 2.  The list of Black theaters used in this 
thesis was compiled with data from TCG, AEA, New England Entertainment Digest and 
references of Black theaters within the literature review. Each of the 95 organizations 
listed in this thesis meet the requirements set forth here to be considered a Black theater. 
Appendix B 
 
31%
58%
11%
Total	  Black	  Theaters	  =	  95
Number	  of	  Black	  Theaters	  Inactive Number	  of	  Black	  Theaters	  Active
Number	  of	  Black	  Theaters	  in	  TCG
Figure 2 - Total Black Theaters (Active/Inactive) 
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LITERATURE REVIEW 
 
"… dandelions, you either get the full root out, or they come back again and again". —
Marie Cunningham" 
 
 
Business in the Black Community: Historical Context 
 
 One cannot begin to unpack the challenges and opportunities Black theater 
has in the 21st Century without first defining those challenges, understanding the 
consequences of historical challenges within the African American community, the 
impact of the Black Dollar, and the realities of the economic and social disparity within 
the Black community.  The four main areas that determine stability and sustainability for 
non-profit arts organizations, in general, are donor activity, audience development, 
funding and governance.  However, the unique challenges of Black theaters – economic 
disparity, systemic racism, and failing communities – are additional barriers that only 
compound the standard challenges.  Through this understanding, Black theaters can 
began their transcendence into being a vital tool for Black communities.  Through 
research conducted in this thesis, strategies will be examined to counter these barriers and 
provide a path to a sustainable future.  
 
Black Businesses Post Civil-War 
 
"Records indicate that African American artists created, staged, and performed both 
existing and original works as early as 1816, when the African Grove Tea Garden—
which later became the African Grove Theater—in New York grew with the influx of free 
African Americans in the city," 
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(Devos Institute of Arts Management at the University of Maryland 2015:5). 
 
The economics of the Black community are complex.  From just before the 
Emancipation Proclamation, which set American slaves free, through The Great 
Depression, Black businesses and communities were established and developed into 
thriving conclaves of sustainability and financial success.  These communities had their 
own banks, insurance companies, grocers, retailers and other such entities that drive 
economic stability.   Of course, these businesses were born out of necessity.  In order to 
survive a post-Civil War existence, African Americans had to develop the means to take 
care of themselves and their communities.  These communities not only survived, but 
they thrived.   
From 1863 
through 1930, 
Black businesses – 
Sole Proprietors - 
grew from 2,000 
to 38,000 across 
the country.  
During this time African Americans employed in Black businesses increased from 31,127 
people to 103,872 people, (Anderson 2012) Figure 3. Throughout the continental United 
States, all-Black communities were established and provided for every possible need the 
freed slaves could have. By 1900 African American wealth in the country was estimated 
at $700 Million, which is just under $17 Trillion in today’s dollar (Bureau of Labor 
Statistics 2016). This is not to indicate that all freed slaves went into thriving businesses.   
-­‐
20,000	  
40,000	  
60,000	  
80,000	  
100,000	  
120,000	  
1850 1860 1870 1880 1890 1900 1910 1920 1930 1940
Black	  Businesses	  from	  1850-­‐1930
Black	  Business	  Ownership	  -­‐ Single Black's	  in	  Business	  -­‐ w/employees
Figure 3 - Black Businesses 1850-1930 
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The historic record of Black owned business post-Civil War is incomplete; however, it is 
clear, as Vera Keith and Cedric Herring expounds in their book, “Skin tone and 
stratification in the Black community”, that many of the business owners had been house 
slaves who received the “benefit” of education that living so closely to their White 
owners afforded them.  The house slave was often the progeny of the slave master.  These 
mulattos were brought into the slave master’s house and were exposed to (and often 
taught) proper English, reading, writing, arts and other special skills (Keith and Herring 
1991).  Slaves who were craftsmen were also specially suited to start business 
enterprises.  
With this in mind, the Black community was independent of Whites, by necessity 
and entirely dependent upon each other.  Each individual success enabled more successes 
to follow.  W.E.B. Dubois was noted for saying that successful Black business should 
follow the following tenants, (Walker 1999): 
o   College education for black businessmen;  
o   Black business people to encourage customer loyalty by being courteous 
and honest and using careful business methods; 
o   Blacks to patronize black business, even to their disadvantage; 
o   Black churches, schools, and newspapers to promote black business; 
o   Encourage personal savings  
African American businesses and communities have a strong history of sustainability.  
This is a direct result of combining their resources and providing support in order to 
survive.  When applying this to Black theater, the community connection is important in 
that the interconnectivity of the two is integral to Black theaters success. 
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Black Communities Post Civil War 
 
W.E.B. Dubois’ holistic approach to Black business advancement not only 
supports the businesses, but the community as well.  The symbiotic relationships between 
the thriving Black community and thriving Black businesses are evident. 
 Unfortunately, Jim Crow, a series of laws in the South that were designed to 
oppress African Americans, caused constant pressure and actual destruction to these 
Black Owned businesses.  Terrorist groups in the form of the Ku Klux Klan laid waste to 
many of these communities.  Local governments and White owned businesses actively 
engaged in practices to disable Black businesses and their communities.  The 
Encyclopedia of African American Business History (Walker 1999:629), quotes an 1896 
publication where a White insurance proprietor states, “Because of social diseases, living 
conditions, and other undesirable circumstances, companies would be unwise to insure 
Negroes.”  While this actually initiated the establishment and increased support of more 
Black insurance companies, it is only one example of how much resistance these business 
owners experienced.    
A great challenge to these Black neighborhoods was that they were on finite 
parcels of land.  As each community grew more successful so did their populations.  Yet 
laws did not permit the Black communities to expand beyond their boundaries.  
Naturally, they began to become overpopulated.  Post World War I and II, soldiers came 
home in droves into the only communities permitted to them which exacerbated the 
housing shortage and so began the project housing initiatives (bcWorkshop 2013).  
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One such community is the 10th Street District in Dallas, TX.  This community, 
established in 1866, is a prime example of the life of a Black community from post Civil 
War era to the post World War II one.   This community was established by freed slaves 
who were each given 10 acres.  They developed three neighborhoods; Tenth Street, the 
bottom, and the Heights which all together were nicknamed the Trinity.   Over the next 
60 years, the Trinity founded churches, schools, and businesses that thrived and sustained 
their community with little to no assistance from their white neighbors or government.  A 
hub of the Trinity, where many businesses and The Star cinema theater, were located, 
was Show Hill.  This is where the cultural center of the Trinity lay.  Between 1920 and 
1950, the government took notice of the Trinity after frequent flooding and 
overpopulation began to affect neighboring communities.  It is unknown exactly how 
many African Americans settled the Trinity in 1866, but in the 100 years of growth, the 
allotment of land provided for the Trinity was no longer sufficient to support the 
population.   The cities resolution to the problem of flooding included building a freeway 
through the town which cut the townspeople off from not only each other, but the few 
businesses they were allowed to frequent in white part of Dallas.  It was also during this 
time; the first housing project was established in the Bottom.  Around 1964, as the Civil 
Rights Act was passed, wealthier residents left the Trinity neighborhoods and older 
residents passed away.  Show Hill closed and was converted into apartments.  As the 
population decreased due to Black flight, so did the economic prosperity. Tenth Street 
district had 476 occupied units in the 1950’s and by 1970, 43% of the units lay vacant 
Figure 4. This is just one example of how the system of racism towards the Black 
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community has contributed to the current declination of the community.  Effects still felt 
today as Black communities continue to strive to stay alive. 
In 2014, Tenth Street District received a creative “placemake-over”, through the BC 
Workshop based in Texas, from which positive affects are still felt today.  Artistic 
experiences across the genres (visual, poetry, theater, music) reignited a community pride 
that had been waning for 
decades.  That pride is still being 
felt today as groups like 
Operation 10th Street continue 
engage both the city and its 
constituents in the continued 
revitalization of their 
community.   With frequent 
posts on their Facebook page, one can follow their hard work which includes Code 
Crawls, in which they, as a community, find code violations that city neglects to identify, 
maintain Street Sweep, where along with volunteers, they go through the neighborhood 
and clean up areas and they have maintained Show Hill Biz Market, although only at the 
Noah Street Location.  Every summer since the 2014 creative placemaking work 
conducted by bcworkshop, Tenth Street District holds a festival where small businesses 
can sell their wares and artists can perform and share their work. (bcWorkshop 2013) 
Civil Rights Movement in America 
 
 The Civil Rights and Black Arts Movements began in the 1950’s.   During this 
tumultuous time in the United States, African Americans were not only fighting for equal 
Figure 4 - History of Vacancy Tenth Street 
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rights under the law, but they were fighting to keep their communities stable.   The Black 
Arts Movement was an integral part of both efforts.  Using the tool of theater and other 
artistic mediums, African American artists fought injustice met upon their communities 
and fought to define their world under their terms (Neal 1968).  New art forms were born 
during this time and new ways of communicating with the audience were created.   
Performances were conducted at churches and brought to schools, fundraisers were held 
for various community organizations, and schools of art were created to both provide 
children with after-school activities but also to foster passion and hope for brighter 
futures (Hay 1994).  Unfortunately, not unlike Tenth Street District in Texas, once 
thriving communities, where businesses had flourished and the Black dollar circulated 
fluidly through the neighborhood, experienced economic downturns. As residents who 
achieved a certain amount of wealth left for higher quality homes, businesses closed, 
political conflagrations were ignited, and communities fell into squalor and blight, Black 
theater became a bastion of hope in a land of growing hopelessness. 
 The Civil Rights Movement marched on and ultimately won constitutional 
rights for all African Americans in the country.  However, as the political rights were 
gained, the economic freedoms disappeared. In 1939, Black consumers spent $24 Million 
in Black grocery stores, an equivalent of every, “African American in the country 
spending $2.00 of their annual grocery purchases at black owned businesses,” (Walker 
1999:632).   This is a stark contrast to the less than $.02 of every Black dollar spent in 
today’s economy going to Black business. Compounded by the fact that the $.02 spends 
only six hours in the Black community before moving out into other cultures’ economies.  
This is even a starker contrast when compared to the seventeen days the White dollar 
	  	  
18	  
circulates within White communities before moving into other cultures’ economies 
(Anderson 2012).  The needs of the Black community have changed.   While throughout 
American history, African Americans have had consistent philanthropic habits (“Cultures 
of Giving Kellogg Report” 2012), that history also tells us that African Americans have 
donated their money to entities they believed would have a direct affect on the 
improvement of their lives.   During the 1960’s and 1970’s Black theaters sprung up 
around the country with strong community support because they were supporting and 
working for their communities (Hay 1994).  As seen in many Black and urban 
communities in America, racially motivated laws prevented African Americans from 
seeking living arrangements outside the confines of land they were apportioned. This 
phenomenon is highlighted in the story of the Tenth Street District in Dallas, TX.   
Despite the forced limitations on these communities, they thrived and grew.  This was a 
time of reaping within the Black community in which businesses, families and 
entertainment thrived.  This was a time when the mandatory interconnectedness of the 
community allowed the ecosystem to be full and healthy.  This growth and stability lasted 
until communities began to:  a) became overpopulated, b) were neglected by local 
governments for more favorable locations of development and c) experienced the Post 
Civil-Rights Era Black Flight, where African Americans who had the means to leave 
neighborhoods that were falling towards blight, did. 
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STATE OF BLACK THEATER 
 
 
“...because of the perverse notion we have in this country that people are being reverse 
racist by creating their own cultural institutions…funders would rather give money to a 
white theater doing a black play than a black theater doing a multiracial play. That’s 
really problematic—I don’t want to call it reverse racism. Is there such a term as inverse 
racism? Is that such a term?”  
Michael Dinwidde – Former President of Black Theater Network 
 
Black theaters have suffered from the inequity of American culture as well.   
Black theater is a microcosm of the larger community.   Bill Strickland, former Chairman 
of The Association of American Cultures (TAAC) is quoted as saying during a keynote 
speech at TAAC, “…unless we come up with a broad-based strategy that includes as yet 
unexplored areas of revenue generation that go beyond audience development, there will 
not be any organizations around to document our artistic and cultural history.  We have 
got to define the needs of our communities and come up with strategies consistent with 
those needs,” (Bowles 1993).  The importance of creating a sustainable business model 
within Black theaters goes beyond ensuring its continued existence, but transcends into 
being a vital tool for Black communities; a tool in which the intersectionality of both will 
continue to support and feed the other.  But in order to successfully achieve this goal, a 
deep and clear understanding of the challenges endemic to Black theater is necessary.  
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You have to know where you came from, how you got there, and where you currently are 
before you can ultimately discern where you are going.  
The representation of African Americans in the theater landscape is fledgling at 
best.   So much so that LORT started a Diversity 
Initiative in 2012 with a Diversity Task Force.  
Their task was to find and recommend actionable 
courses to lead to greater diversity within their 
staffing. 
 My research found 95 Black theater 
companies listed across the country. Of that number, over 38% are no longer active. The 
Theater Communications Group has nearly 700 members across the country only of 
which 12 are Black theaters.  That is 1.8 % of TCG members who are African American 
managed and/or are focused on the African American Diaspora (TCG Publications 2016) 
Figure 5. This is compared to the 14.3 % of Americans who identify as African American 
(either Only or as Part) (United States Census Bureau 2014).  
Moreover, LORT has 79 theaters listed as members. Crossroads Theater 
Company, in New Jersey, closed its doors in 2000 and reopened them in 2004, where 
they were the only theater of color listed as a member of LORT (Whye 2004:12).  
Between that time and 2016, Crossroads Theater allowed their LORT membership to 
expire and currently work under a “Special Appearance Agreement” contract which 
allows Equity actors to work in non-equity theater houses. My research found that none 
of the 95 Black theaters I discovered were currently members of LORT. In investigating 
the differences between LORT members and the list of 95 Black theaters, I found that in 
Black	  Theater	  Companies	   in	  
TCG
TCG	  Membership TCG	  Black	  Membership
Figure 5 - Black Theaters in TCG 
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a sampling of a third of the 79 LORT member’s revenue, on average, they earned just 
over $7 Million a year, whereas the same sampling of the Black theater companies found 
that their average revenue was around $900,000 a year.   
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Appendix  There is nothing in the membership requirements nor the by-laws that 
state an organization must earn a certain amount in revenue.  Further, in 2011 it was 
found that, "Groups with budgets greater than $5 million represent less than 2% of the 
total population of arts and culture groups, yet in 2009, these organizations received 55% 
of all contributions, gifts and grants,” (Sidford 2011),  Without going deeper into the 
differences and similarities between these two data sets, it is challenging to draw many 
definitive conclusions, however, it is evident that there is a wealth gap.  The statistics 
show that TCG and LORT members do not reflect the numbers of African Americans in 
America nor do they provide a proportional reflection of the number of Black theaters in 
America.  
Eurocentric theater companies are producing far more multi-cultural 
performances in 2016 than in 1986. There is clear evidence of this with the all-black 
casting of Cat on a Hot Tin Roof in 2008, non traditional casting of Cyrano in 2007, such 
Broadway hits as Spring Awakening, Fela!, Fences and more.  More often than not, 
however, Eurocentric theater companies are predominantly comprised non-black 
producers and directors. To a very large extent, Black directors are hired onto 
productions only if it is for a Black play; but with the works of Black writers becoming 
lauded (i.e. August Wilson, Suzan-Lori Parks), White directors are now requesting to 
direct these works and getting those jobs (Goff 2013).   
While African Americans, on occasion, are getting hired to direct, act and manage 
mainstream Eurocentric theater productions of either Black plays or adaptations, the work 
ultimately does not serve the Black community.  This perpetuates the flight of more 
Black dollars from Black communities and thereby further affecting the sustainability of 
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the community.   As posited earlier in this paper, establishing what the communities’ 
needs are and meeting those needs means investing into the community.  This is integral 
to the sustaining power of the Black theater. 
Challenges to Sustainability 
There have been many studies conducted in identifying the challenges theaters 
and arts organizations have in being sustainable.  Four areas appear to present the biggest 
challenges for many theater organizations in general (Bowles 1993; Devos Institute of 
Arts Management at the University of Maryland 2015; Eisenberg 1997; Whye 2004).  
They are:  
1.   Donor support 
2.   Audience development/engagement 
3.   Funding  
4.   Governance 
Holly Sidford, President of Helicon Collaborative, shared that funding and donor 
support is far easier when there is a “machine” behind it, a regional theater company of 
heft with upwards of $1 million behind it. “…That money comes from, it comes from the 
gate, from foundations and individual donors.  And the individual philanthropy is the 
most important thing.  Because it’s the individual donors who will get you through the 
downturn in the other two areas.  And that's what most successful non-profit 
organizations in this country, irrespective of the aesthetic, have done.  They have built a 
broad base of individual donors who have sustained them” (Holly Sidford Interview 
2015) . She also goes on to share that historically organizations of color have not been 
able to achieve that level of efficiency.  While there have been many efforts over the 
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years from foundations to increase the organizations of colors’ capacity to grow and 
sustain themselves, once those initiatives have run their course, “…the weaknesses 
started to show themselves again, in part because building a base of individual donors 
takes decades; it’s not done overnight.  It's certainly not done in a community that you are 
serving, [that is] primarily not a wealthy one,” (Holly Sidford Interview 2015). This 
speaks to Black theater’s legitimation and its infancy in the American theater landscape 
(Voss et al. 2016).  
Since the early 1980’s funding and advocacy organizations have studied the 
African American audience, Black theater and the Black community. Jonathon Kitt (Kitt 
2014), Kellogg Foundation (“Cultures of Giving Kellogg Report” 2012) and Holly 
Sidford (Sidford 2011) conducted studies or research on African American funding 
habits, and Michael Lynn Pinkney (Pinkney 1999) investigated African American 
audiences, to name a few studies.  As posited earlier in this thesis, Black theaters have 
additional and unique challenges they must surmount, including systemic racism, defined 
as when the way a society is structured systematically ends up giving advantages to some 
and disadvantages to others (WAMS - Wooster Area Ministry Services, n.d.), which 
contributes to economic disparity and ultimately failing communities. 
Economic Disparity and its Effect on Black Theater Donor Support 
 
"Organizations that are committed to remaining bold and adventuresome 
artistically give their audiences and their communities a reason to continue investing. 
What I have seen is that theaters that retrenched artistically during the recession have 
seen a softening of their subscriptions and ticket sales," (Bowles 1993). 
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The Middle Class in America is shrinking at an alarming rate, (Pew Research 
Center 2015).  There are many contributing factors to this, but looking through the lens of 
the Black community and therefore its effects on Black theater, it cannot be understated 
that income wealth disparity has affected African Americans at a disproportionate rate 
(Kochhar and Fry 2016; Anderson 2012).  Thusly, Black theater has suffered as well. 
African Americans have a long standing history of donating to organizations other 
than the arts (i.e. churches, community centers, education) (Bowles 1993).  In an 
economic environment where many households are single income and/or the income is 
below a livable wage, if an African American family is going to donate their hard earned 
dollars, it is said that that money will go to organizations that directly benefit them.  
Black theater, at first blush, appears to not meet that criteria of giving. 
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While this may have some truth on one level, I posit that it is limited thinking.   
According to Nielsen, in 2013 African American buying power was $1 trillion dollars in 
2013.(Nielsen 2013).  This is 13% more buying power than the Asian American 
population and only 6% less than the Hispanic population in America. In fact, from 2005 
– 2013 the African 
Americans earning   $75 
K or more a year 
increase by 5% and 
Black median household 
income increase by 2.3% 
outpacing all other 
categories “including 
total households”, 
(Nielsen 2015).  The purchasing power of African Americans is strong and has been co-
opted by every cultural community other than the Black community.  From a sampling of 
the Black theaters aggregated for this thesis, 32% of their earned income came from 
donated contributions (“GuideStar.org” 2015). Taking pages from the tactics of the Black 
theater forefathers (Hay 1994), today’s Black theater has the opportunity to engage this 
audience with new, innovative and relevant themes.    
But to assume that the African American donor pool is only comprised of 
financially struggling African Americans would be an outrageous assumption.  While 
there are only two African Americans on the Forbes Top 400 Wealthiest Americans list 
(Oprah Winfrey #211 and Robert Smith #268), in 2014, the number of African 
770B
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Americans making $200K and over rose from .5% in 1990 to 2.0%.  Further, in 2014, 
just under 11% of the African American population made between $100K and $200K 
(DeNavas-Walt, Proctor, and Smith 2014).  The fact of the matter is; the numbers are a 
sad representation of the disparity of wealth in America.  However, they also demonstrate 
that there is wealth within the Black community.  
Wealthier African Americans donate to a great many charities, including the 
NAACP, 100 Black Men, Black fraternities and sororities to name just a few (Kitt 2014).  
These organizations have direct affects upon the Black community and are supported for 
their missions.  Wealthy African Americans’ philanthropic desire to reach back and 
support the communities from which they came, remains to be an inconsistently tapped 
resource by Black theater. By producing quality work and engaging the community on a 
level beyond developing the audience, wealthier Black demographics will be incentivized 
to elevate donating to Black theaters as a priority, rather than an afterthought.  
Programming designed to meet the organizations’ artistic needs as well as the 
communities’ needs is essential to maximizing the African American donor pool (Devos 
Institute of Arts Management at the University of Maryland 2015).  The Helicon Institute 
was commissioned to conduct a research project by the Paul G. Allen Foundation to 
ascertain what common factors were present in successful arts organizations.  They found 
that one commonality was that organizations they called “Bright Spots” were ones that 
were active community leaders with high levels of community engagement.  These 
organizations were as focused on how their “product” affected and influenced the 
community as they were on the “product” itself (Helicon Institute 2012).  Vera Whye, in 
her dissertation, “Perspectives on surviving and thriving in Black Theatre: What works?,” 
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discusses the importance of Black middle and upper class communities to, “assert (their) 
cultural power” on the behalf of Black theaters (Whye 2004:76).   
Economic disparity is evident and a challenge for the sustainability of Black theaters.   
However, in integrating itself into the Black community in an intrinsic and inextricable 
manner, through assessing a community’s needs, being a voice for the community and 
acting as a leader for the community, not only does the Black theater have the capacity to 
strengthen its existence but it also has the capacity to strengthen the community’s 
existence. 
 
Black vs. White Economic Wealth 
 
Merriam-Webster dictionary defines community as “a group of people with a common 
characteristic or interest living together within a larger society”.  Merriam-Webster has 
many sub-definitions for community, but the connecting thread through each of them is 
“common” and “living together”.  Merriam-Webster defines dying, amongst many sub-
definitions, as “to cease functioning”.  When a group of people who live together with a 
common interest or characteristic begins to cease functioning towards that common 
interest or its able to sustain that characteristic that which has brought them together; it is 
dying. 
Predominantly Black communities are dying.  Two hundred and forty-four years 
of slavery, one hundred and fifty-three years of freedom and only fifty-two years of equal 
rights, has taken a toll on the urban landscape and the Black community.  The starkest 
area this has been reflected has been in economic wealth. 
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Between 1975 and 2011, the average number of White individuals earning 
between $50K and $99K was around 31%, whereas during that same time, the average 
number of African American individuals earning the same amount was around 21%.   
While that may not seem to be a significant difference, during this same timeframe the 
percentage of White Americans living at or below the poverty line averaged 25%, 
whereas for African Americans it averaged 45% **.  Of those individual Americans 
making $100K a year or more between 1975 and 2011, on average, 55% of the White 
population earned this amount, while only 34% of the African American population did  
(U. S. Census Bureau 2015). Figure 7 Figure 8 
African Americans making $100K or more have moved out of the neighborhoods 
in the throes of death, not only to escape the woes they once thought inescapable, but to 
provide better opportunities for their descendants.  Other cultural communities set up 
businesses in Black communities and the fledgling dollar that exists within the Black 
community is swept out of the neighborhood to its own detriment.  This cycle is self-
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perpetuating but preventable.  The arts in general have long been a means by which social 
activism could be launched.  Issues of economic disparity, educational and civil injustices 
have been the fodder for much great art over the last century (Sidford 2011).  
 
National Funding 
 
“Philanthropy is commendable, but it must not cause the philanthropist to overlook the 
circumstances of economic injustice which make philanthropy necessary.”  
Dr. Martin Luther King 
 
During the denouement of the Black Arts Movement, Black theater shifted 
slightly right towards more mainstream theater.  Again, during the 1980’s the missions of 
many Black theaters were to provide work for the African American artist.  But the 
cultural stamp of the Black theater remained strong and evident. Funding institutions 
have long been held in the purview of the elite, weighed and judged through the eyes of 
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the privileged.  As a result, socially based arts organizations2, who did not fit within that 
metric, were ignored (Sidford 2011).  Due to the social issues addressed by many Black 
arts organizations, it can be argued that they could fall under the heading of socially 
based arts organizations (Goldman 2009). Sidford lists “Six Barriers to Equity in Arts and 
Cultural Funding,” which highlight many of the barriers funding institutions have had in 
the equitable distribution of monies to socially based arts organizations. Barriers such as, 
“We care about art; the work’s not good enough,” “We don't think the arts can or should 
be a strategy for achieving social goals,” and, “This is all too new,” to name a few, are 
cited (Sidford 2011:24).  These are some of the same historical barriers for funding and 
supporting Black arts organizations. Conversely, a report that came out one year earlier 
showed that there had been an increase in funding towards social and civic minded arts 
experiences (Korza and Schaffer Bacon 2010).   It is clear that great strides have occurred 
in the funding field, and that many more opportunities are available for Black theaters in 
2016, than 1966.   
However, the fundamental basis of Black theater, to be for Black communities, 
still eludes mainstream metrics--which follow Eurocentric ideals.  This incongruence of 
funding to Black theater stemmed from the criteria by which the traditionally White 
funding world judged theater.  Eurocentric theaters which focused their programming on 
Western European mores and aesthetics fit more cleanly into the mentality of the funding 
machine.   These standards were either created by or reinforced by the critics of the time. 
                                                
2 [Organizations who use] “the arts in increasingly diverse ways to engage and build communities and 
address the root causes of persistent societal problems, including issues of economic, educational and 
environmental injustice as well as inequities in civil and human rights" (Sidford 2011:5) 
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Plays like Sepia Star, Lady Day: A Musical Tragedy, and Ain’t Supposed to Die a 
Natural Death were not a part of the Eurocentric theater canon, and therefore were not 
valued.  Oftentimes these works were (re)viewed as racist (Pinkney 1999:14). Critics 
could not assimilate this new perspective on experimental Black theater and expressed as 
much in their reviews.  Ultimately this inequity finally was identified and addressed by a 
portion of the funding community, and grants and funding opportunities were created 
specifically for “marginalized communities/groups,” “underserved populations,” and 
“culturally specific” organizations.  As was pointed out by the Devos Institute of Arts 
Management, this language, “…was, for some, constrictive and outdated,” (Devos 
Institute of Arts Management at the University of Maryland 2015:14).   Using these terms 
that pointedly avoid direct racial language and the projection of racism onto Black theater 
for decidedly performing Black work is an expression of the system of racism (Becker 
and Paul 2015:92056). 
Community Engagement Vs Audience Engagement 
 
Black theater’s relationship to the community is as essential, if not more than, its 
relationship to the audience.  
Michael Lynn Pinkney discusses the Black theater in context to the white 
audience, in that the origins of Black theater were to entertain the white masters.  Moving 
throughout history, as Black theater grew and developed, the context of Black theater 
evolved to reflect the African-American Diaspora and White America, the predominate 
consumers and critics of theater, was not able to assimilate this point of view into their 
theater appreciation (Pinkney 1999).  Further, as Black communities, from whom many 
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of these Black theaters sprung, continued to deteriorate, their ability to attend decreased 
as well.   So where do Black theaters get their audiences today?  
 It is important to take special note of the difference between audience 
engagement and community engagement.  “Audience Engagement” has yet to be fully 
defined by the arts sector.  There are several debates on industry blogs like Arts Blog 
about how (or if) to define audience engagement (Lehrman 2015), Novak and Brown 
discuss Alan Brown’s Five Modes framework in their study, “Beyond attendance: A 
Multi-Modal Understanding of Arts Participation,”(Novak, and Brown 2011), and no two 
definitions are alike.  For this thesis, I have defined audience engagement and community 
engagement in the most literal of terms.   
•   Engagement: Webster’s Dictionary = “To Keep One’s attention, interest, etc.…” 
•   Audience: Webster’s Dictionary = “The assembled spectators or listeners at a 
public event.” 
•   Community: Webster’s Dictionary = “A group of people living in the same place; 
a feeling of fellowship with others, as a result of sharing common attitudes, 
interests, goals.” 
Therefore, “Audience Engagement” is taking an assembled group of people who have 
congregated for a public event and presenting them with some “thing” to keep their 
attention and interest for a certain amount of time.   Whereas “Community Engagement” 
is taking a group of people from the same place, purpose, goals or interests, and 
presenting material that reflects that place, purposes, goals or interests to maintain their 
attention and interest for a certain amount of time.  
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 This distinction is important in understanding and adjusting for Black theaters’ 
relationship with Black communities.  Samuel Hay said it best: 
“The best way to get audiences was by showing them how much the 
theatre cared about the community. In their efforts to do this, 
organizations offered projects ranging from forays to forums. Some 
theatres, for example, assisted civic organizations with events, provided 
groups with meeting space, participated in a particular group's meeting, 
and, in some cases made token donations,”(Hay 1994, 192). 
 
In addition, in an effort to diversify their own audiences, Eurocentric theaters are 
producing Black plays across the country.   Studies have shown that White audience 
engagement has been on a decrease for almost the past decade, whereas African 
American arts participation and engagement has spread out of the traditional medium of 
live performative arts and increased in non-traditional creation, participation and 
engagement (National Endowment for the Arts (NEA) 2015a).  Producing plays with 
more diverse casts allows for Eurocentric theaters to capitalize on that increase. This has 
directly affected the Black theaters’ ability to attract from their own target audience and 
to exacerbate the situation, Black theaters now are competing for the same funding for 
cultural works with these larger Eurocentric theaters (Devos Institute of Arts 
Management at the University of Maryland 2015:10). 
When this is compounded by the fact that audiences: have many more options for 
their entertainment (i.e., television, film, and the many permutations of the internet); are 
participating in the creation of art more and more as the years press forward; and African 
Americans are more likely to engage with the arts digitally rather than physically, in a 
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performance space (National Endowment for the Arts (NEA) 2015b), the pool from 
which Black theaters can pull their audiences gets smaller and smaller.    
It is the increased avenues of artistic entertainment in America that has caused the 
phrase audience engagement (audience participation) to become a buzzword in the arts 
sector.  In the high technology 21st century, the options for an audience member have 
never been greater.  Traditional performance spaces have had to re-evaluate the way they 
engage their audiences in order to compete with the instant (and often free) gratification 
of online entertainment and the ever changing arena of television and movies (Brown et 
al 2011). 
Another challenge for the Black theater, to bring in audiences from the 
communities they serve, is that arts education has been decimated in schools throughout 
America, particularly schools within the Black community. Between 1982 and 2008, the 
decline of African American children receiving an arts education went from 
approximately 50.9% to 26.2%.   In that same time period, the fluctuation for White 
children ranged from 59.2% and 57.9% (Rabkin and Hedberg 2011).   The best arts 
exposure a young person can get is in the school system.  It is where the humanities are 
first introduced into many young peoples’ lives and where an appreciation for the arts is 
developed.   It also is growing fields for future patrons of the arts.   If these fields are 
fallow, your future follows. 
For the Black theater, however, the paradigm of audience engagement has always 
been a more complex issue as the barriers of attendance are greater.  In addition to 
accessibility, both financial and locational, the art to which the black community is 
exposed is the art to which they gravitate.  In 2015 the National Endowment for the Arts 
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issued a report on the barriers audience members have for attending arts events. They 
found, overall, that participants are less likely to attend artistic events if they have less 
than a bachelor’s degree, but found that there is a significant difference in that category’s 
attendance across the racial lines.  Further, they found that African Americans are less 
likely to go to cultural events if they have no one to attend the event with, but are more 
likely to attend if the event surrounds a cultural heritage (National Endowment for the 
Arts (NEA) 2015b).  So then, if the engagement of the community brings the Black 
theater one step closer to establishing a donor base, then it can too bring the audiences to 
the theater. 
Governance 
 
Good management and governance are essential to successfully run organizations, 
but in regards to Black theaters, engaging the community, investing in the community 
and gaining the vested interest of the community are key factors to success (Whye 2004).  
The Black Arts Movement birthed a large contingent of Black theater based on the power 
and charisma of their founders.  These founders had passion, vision and a clear mission 
that they were able to convey to the public at large and ignite interest and excitement.  
These leaders not only connected with the community through their organizations, but 
made the community a part of their organizations.  
Because of the passion and dedication these founders poured into their theaters, 
the concept of handing over their “babies” to a board or governing entity was distasteful 
at best.   This resulted in Artistic Directors/Founders either staying too long at the helm, 
and eventually becoming ineffectual at leading their organization as it progressed to a 
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different stage in its lifecycle, or leaving the organization for a sundry of reasons, from 
exhaustion to newer opportunities.   
However, once the founding member departed from the organization, support for 
the theater often left with them.  This began the decline of Black theater as seen during 
the Black Arts Movement (Hay 1994).  The basic knowledge regarding the rightness of 
transitioning governance to a board was simply not available to many of these founders 
and as a consequence Black theater suffered. And while it is true that many arts 
organizations, despite their mission or cultural focus, have suffered from founder’s 
syndrome, it is also true that pathways to that basic transitional knowledge are less fluid 
amongst Black theaters then Eurocentric theaters.  Industry organizations like Theater 
Communications Group help theaters combat founder’s syndrome.  Nonprofit Quarterly 
has created the most balanced definition of founder’s syndrome I have yet to find.  
“Rediagnosing “Founder’s Syndrome”: Moving Beyond Stereotypes to Improve 
Nonprofit Performance,” lists the four main touted symptoms of founder’s syndrome as: 
1) Grandiosity, 2) Poor Management, 3) Poor Succession planning and 4) Rigidity.  
However, they take a more balanced and holistic approach to founder’s syndrome, and 
consider the many nuanced contributing factors (Schmidt 2016).  Moreover, there is 
plenty of anecdotal evidence of older, more established, Eurocentric theater companies 
mentoring young, fledgling, similarly oriented, companies as they navigate through the 
many aspects of surviving into organizational maturation.  Meanwhile, Black theater is 
still in its institutional infancy (Voss et al. 2016), or has yet to achieve legitimation.  
Legitimation is a term coined in Does “Strong and Effective” Look Different for 
Culturally Specific Arts Organizations?, where the authors defined it as the “process by 
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which new organizational forms - e.g., those serving an underserved market - gain 
acceptance.  Increasing levels of acceptance attract new entrants. Legitimation is 
complete when the organizational form becomes widely accepted or taken for granted,” 
(Voss et al 2016:5).  This lack of legitimation contributes to institutional amnesia rather 
then institutional memory.  
Strong and effective governance is a multilayered and essential tool in managing a 
theater. There are challenges and opportunities for each theater company to meet and 
surpass.   In addition to the Board of Director tropes of lawyer, accountant and business 
leader, Black theater can gain much from on-boarding the activist, preacher, and 
community leaders.   This board would be a powerful tool in not only raising funds and 
awareness, but in helping Black theaters engage and invest in the community, and in 
gaining the vested interest of the community in the theater. 
 
CONCLUSION 
 
"The DeVos Institute believes a coordinated effort by organizations themselves and the funding community 
can support vibrant, financially stable arts organizations of color throughout the United States. In short, 
these organizations, the funding community, and everyone who values a diverse, vital cultural sector must: 
• Build stronger boards that lead arts organizations of color; • Invest in management education and 
effective staff leadership; • Prioritize great art rather than new buildings; and • Encourage responsible 
philanthropy that promotes long term growth and fiscal health," (Devos Institute of Arts Management at 
the University of Maryland 2015:2). 
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 A review of existing literature shows that there are unique challenges to Black 
theater’s ability to achieve sustainability.  Despite the many opportunities available to 
citizens of America, systemic attitudes toward race, and particularly African Americans, 
have led to economic disparity which directly leads to failing communities.   The 
economic disparity experienced by the Black 
community, as shown by Maggie Anderson and 
reflected in the Census Bureau statistics, has a 
direct and often lasting affect on Black theaters.  
Hazel Bryant, producer of over 200 plays and 
musicals as well as artistic director of the Richard 
Allen Center for Culture and Art said it best when 
she stated that, “From all the moaning and groaning about the death of Black theatre, and 
from seeing theatre after theatre close because of money and space, it is quite plain that 
we have to find some better ways of developing audiences, marketing plays, developing 
our talent, finding money and sharing our resources,” (Hay 1994). 
 
Success = Sustainability  
 
Despite the barrier of economic disparity in American, Black theaters can lead 
long and successful lives.  Success is an amorphous phrase that without clear definition 
can lead to much spinning of the wheels.   In interviewing several leaders in the field, I 
learned that they each have defined success as being sustainable or their ability to support 
their mission and maintain their fiscal responsibilities.   Seth Rozin, of InterAct Theater, 
was specific in distinguishing between commercial success and financial stability.  
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During my interview with him, Seth stated, “If you say commercial success, the 
implication is you are bringing in enough earned revenue, supported by some contributed 
revenue, to stay alive.   Most arts organizations, certainly theaters, are more reliant on 
contributed income than ticketing…Commercial implies that they are making 
money…We balance our budget.  That’s not making money,” (Seth Rozin Interview 
2015). Rozin believes that theater must exist in a sundry of sizes in order for 
sustainability to be achieved.  In his opinion, the idea that every theater or arts 
organization should strive for $5 million dollar budgets disrupts the ecology of the arts 
sector.   Valerie Gay, of Art Sanctuary, agrees.  Gay states that her organization is 
intentionally small and that she is, “convinced if you first state your mission and vision, 
and you stay true to that, the money will follow, as opposed to chasing dollars,”(Valerie 
Gay Interview 2015).  Jen Childs, of 1812 Productions, also finds being “healthy” and 
having “longevity” to be the metric of success (Jen Childs Interview 2015).    
Contributed income, mission and vision, and achieving a healthy longevity are 
how Black theaters can achieve sustainability.   But, again, the established road map for a 
theater company does not account for the roadblocks, construction and barriers Black 
theaters experience in achieving sustainability.  A new road map is required.   
 
Mission First - Growth Optional 
 
The mission is the thing.   With a recommitment to integrating and supporting Black 
communities, Black theater shall gain the recommitment of Black communities to Black 
theater.   As stated in the report, “When Going Gets Tough: Barriers and Motivations 
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Affecting Arts Attendance” by the National Endowment for the Arts, African Americans 
are more likely to attend if the event surrounds a cultural heritage (National Endowment 
for the Arts (NEA) 2015b).   African Americans are creating and participating in arts 
experiences heads and tails above their Eurocentric counterparts (Wolf Brown 2011). 
This level of engagement indicates that there is a clear market for increased audiences in 
Black theater.   
 There is, however, an impulse to get to ever-bigger and better things.  This is not 
necessarily indicative of only theater, or even Black theater for that matter.  This is a 
human condition.  Seth Rozin, of InterAct Theater Company, believes that the impetus to 
grow by gaining more audiences or buying a building, needs to be resisted, and that 
staying the size you are is not a sign of failure, but a sign of strength.   Art Sanctuary, 
1812 Productions and InterAct Theater Company have been in existence for somewhere 
between 17 and 25 years each.   Art Sanctuary has a building that they received in trust, 
for which they pay $1 a year.   InterAct Theater has just leased a new space in the Drake 
Hotel, with which they brought four other theater companies in order to spread the 
burden of costs.  1812 Productions rents office spaces in a converted school and has long 
standing relationships with several theater spaces in which they perform their seasons.   
Each infrastructure model provides these organizations exactly what they need to be 
sustainable at their individual levels.  Rozin states that InterAct Theater Company, 
“Grow(s) and strengthen(s) in the ways we WANT to grow and strengthen.  But not just 
grow to grow.  That has paid off for us, in doing a fairly risky mission, and staying 
sustainable.  I have been told by national funders that we are thought of as a model for 
that kind of integrity,” (Seth Rozin Interview 2015).  Jen Childs of 1812 Productions 
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acknowledges readily that had they their own space, they would be able to grow and at 
this juncture of their life cycle, they have the capacity to grow and develop larger 
audiences.   She also, however, notes that she wouldn’t want her company to become a 
$5 million budget organization, as it would affect the work they do.   Focusing on 
comedy, approximately 75% of the work 1812 Productions creates is original work 
created by the company.   Childs recognizes that at a certain point, growing would 
redirect their focus to filling the space rather than creating the work.   It is not a position 
she would drive her company towards (Jen Childs Interview 2015). 
Audience Development - Community Relationships 
 
Integrating into the Black community has historically been one of the most successful 
methods Black theater has used to connect and engage.  Which means that Black theaters 
had to BE in the Black community.   However, the model of pursuing a brick and mortar 
building, in which the theater produces work that audiences must travel to, is no longer a 
sufficient model.  The 34% of African American who make $100,000 and more, have 
exhibited reluctance in attending theaters in poorer neighborhoods (Hay 1994) and poorer 
constituents experience barriers in transporting to the theater.  Black theater needs to be 
mobile, innovative, inclusive and civic minded in order to survive in today’s techno-
distracted society. Art Sanctuary, under the direction of Valerie Gay takes their arts 
education programming both to the poor and affluent neighborhoods.  They garner 
funding from foundations and corporations to provide education through the tool of Black 
art to schools who have little to no funds and in the affluent neighborhoods who are 
interested in receiving this program, Art Sanctuary gains earned income.  Gay states that 
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Art Sanctuary brings, “…authenticity…regardless of who the child is, as a human being, 
they have the capacity to be inspired by or enjoy art.”  Art Sanctuary’s model of 
establishing community relationships incorporates the fact that communities are ever 
changing.   While maintaining a laser focus on creating programming that, “make(s) sure 
that our community is not left out as Millennials are moving in - as there is this big wave 
of the arts as an interesting and a viable economic sector in our city and our region.  I 
want to make sure that the communities that we serve get to participate in that. 
Economically and not just as consumers but also reaping the benefits of that 
consumerism.  How can we link jobs, potential jobs and potential careers to the arts to 
these communities?,”(Valerie Gay Interview 2015).  Art Sanctuary also seeks to change 
the self-perception of the communities they visit in that they don’t actually live in “a bad 
place” and that “world class things (art)” can happen in Black communities.  Further, Art 
Sanctuary is dedicated to not producing “death-dealing art.”   This is defined as art that is 
vapid with no substance, that panders to the lowest possible denominator. Instead, Art 
Sanctuary shines a light on the inner city community and artists who live and create there.  
Founder Lorene Cary calls this, “Life Giving Art,” a place where audience members can 
“explore their emotions and feelings” and experience art that lifts and unifies the 
community. This is not to the exclusion of the changing demographics of the 
communities in which Art Sanctuary works.  As stated in their mission, art becomes a 
tool to bring “people together and help to connect to life’s full potential,” (Valerie Gay 
Interview 2015).  Goals and metrics for success, then, are not set around numbers of 
programs, but instead aim to understand the impacts on the people that Art Sanctuary 
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serves. As Gay notes, “…Our communities are better because we are here.  At the end of 
the day, that’s what it’s about,” (Valerie Gay Interview 2015). 
 
Happenings - Take Theater to the People 
 
Samuel Hay discusses at length the effect “Happenings” had on not only 
marketing to Black communities in terms of building audiences, but also in building 
community relationships.   Theaters in the 60’s often, “traditionally relied on guest 
appearances, fashion shows, seminars, soap-box-theatre hours, art exhibits, dance 
recitals, parades, happenings, and mass media parties to get the public's attention. Guest 
appearances became such staples in some theatres that they never had a "dark" 
weekend,”(Hay 1994). 
“Happenings” can be analogous to the flash mob phenomena of the past 5 years, 
but with a “happening” the event usually shined a light on an injustice or an issue under-
discussed.   Highly political, the 1960’s “happenings” often were very aggressive and 
combative in their tone.  This thesis does not advocate necessarily the reproduction of 
that aggression, but it cannot be denied that the engagement and often participation of the 
audience/community created a sense of ownership and vested interest within the 
community and therefore for Black theaters. Hay also talks about Val Gray Ward’s 
Kuumba Workshop in Chicago, which developed its audience by consistently taking part 
in public seminars.  Ward weighed in on topics of the day, such as the perceived 
misogyny of Sweet Sweetback’s Badassss Song in 1971.  Ward held a symposium on the 
topic, and as a result of the community’s involvement during the symposium series, 
Kuumba successfully led a boycott of the movie.  Further, because of the off site activity 
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of Kuumba in conducting the symposium, not only was Ward able to have an effect on 
issues that directly affected the community, but the community was more inclined to go 
to Kuumba for their productions (Hay 1994).  
The ideal of the flash mob has run its course in terms of popularity and regularity. 
The grassroots nature of the flash mob has given way to corporate productions and as 
with anything the public deems hip and young, once corporations get on board, they are 
deemed old and part of the “establishment.” Flash mobs have received another makeover 
and are now called live installations, flash songs, or smart crowds (Mcguigan 2011). Yet, 
these community specific events of spontaneous art can still be highly effective in 
creating interest in Black theaters’ productions as well as invigorating the 
community.    The activist rally song “I Can’t Breathe” is spontaneously sung in cities 
across the nation to not only share the messages of the movement #BlackLivesMatter, but 
to also solidify the crowd and audience.    Every year, Art Sanctuary hosts the John 
Coltrane Festival in North Philadelphia in front of the Church of the Advocate.   This 
festival is a perfect example of how “happenings” in the 21st century bring communities 
together as well as creates an ongoing relationship between Art Sanctuary and the 
community it serves.   It is thought the mission focused activities that Art Sanctuary 
offers have established deep relationships with the North Philadelphia community and the 
community they are currently physically situated in (South Philadelphia) that has 
increased audience attendance and participation 400% from 2012 to 2013 (Valerie Gay 
Interview 2015).  
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Civic Engagement 
 
 Much like with networking, the Black theater should not ask of the community 
with no thought of giving back.  The old adage, “You scratch my back, and I’ll scratch 
yours,” has never been more relevant.  With so many Black communities suffering blight 
and neglect, the Black theater is uniquely positioned to be an effective tool against it.    
 Richard Florida’s book, Rise of the Creative Class, ignited a firestorm of interest 
in using arts and artists (amongst other members of the “creative class) as a catalyst in 
urban redevelopment.  He posited that where members of the creative class lived, 
economic development could be successfully achieved.   A myriad of critiques has 
followed this premise, but nonetheless in the funding community, a seed of acceptance of 
this theory has taken root and has grown into a field of theoretical possibilities. 
 Currently creative placemaking has become a favorite for grant makers to 
support.  Kristopher Monroe of Inside Philanthropy noted how in 2015, ArtPlace 
America, a grant maker that is first in underwriting creative placemaking, awarded $10 
million in grants.  Monroe also goes on to elaborate on how the current political climate 
is finally beginning to appreciate artists, as they have show a trend in being the conduit to 
urban revitalization (Monroe 2015). 
Millions of dollars every year are spent to create “places” out of blighted spaces.  
These usually end up being one-offs that are temporary and add no real value to the lives 
of the residents in those neighborhoods. Ian David Moss writes a thoughtful article in 
Createquity regarding the lack of outcomes development in creative placemaking.  Not 
too unlike the dash to solve the overcrowding issues in Black communities from the late 
1950’s through the 1970’s, creative placemakers dash into urban communities to solve 
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economic depression, however without any real consideration to the outcomes, nor any 
solid metrics to measure purported outcomes (“A Healthy Arts Ecosystem” 2015).  Much 
like other cultures starting businesses within Black communities and circulating the 
dollar out of these communities, creative placemaking sets the platform for commercial 
corridors and priced out property values.  
However, that is not to say, creative placemaking cannot work and work well.   
The Tenth Street District in Texas, mentioned earlier in this paper, received a creative 
place-makeover in 2013.   bcWorkshop received a grant from ArtPlace, and utilizing the 
land study that was created in 1999, as well as series of town hall meetings, seminars and 
community focus groups, created works of art that honored the history of this freedman’s 
village, not only highlighted the challenges Tenth Street District experiences on a day to 
day basis, but helped implement creative and impactful ways to mitigate them and 
reignited a sense of ownership and pride back into the community.  This was in 
collaboration with city officials, agencies and the community.   When thought of 
holistically, creative placemaking can work.    
 Black theater, which has a vested interest in the viability and growth of the Black 
community, can affect change within the community to the betterment of the residents 
who live there. In example, Black theaters could sponsor forums at local churches 
regarding issues of the community, or if they have their own space, invite leaders to use 
the space for their public meetings.   Building audiences from the community can also be 
accomplished through supporting locally created art experiences; spoken word nights, 
local celebrity appearances, etc. (Hay 1994). Art Sanctuary holds monthly open mic 
nights in their building, where they bring in burgeoning artists in R&B and Soul as 
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featured performers and open the evening to song or spoken word from the community.   
Every Saturday, Art Sanctuary conducts the Storytelling Circle where toddlers come with 
their parents and learn about African drum and griot tales.  
Going back to W.E.B. Dubois’ tenant for successful Black businesses, Dubois’ 
idea was to encourage the interdependence of Black communities, to support and 
promote Black business for the betterment of the entire community, using the following 
guidelines (Walker 1999): 
o   College education for black businessmen;  
o   Black businesspeople to encourage customer loyalty by being courteous 
and honest and using careful business methods; 
o   Blacks to patronize black business, even to their disadvantage; 
o   Black churches, schools, and newspapers to promote black business; 
o   Encourage personal savings  
Based on the responses from those interviewed, I have also included these tenets 
for Black Theater: 
o   Seek to fulfill your mission and seek to lift your community. 
o   Your audience is from your community.  It is an ecosystem that has value 
and power in its whole over its individuality.  Approach and engage the 
community on its needs.  
o   Strive for success, but know what that means.  Sustainability, the ability to 
survive in the ever-changing environment is a strength that will ensure 
your organization’s continued existence and legacy, but also fortify the 
community within whom you exist. 
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Black theater is a business.  These tenets are a great way of not only integrating 
Black theaters into the community but of creating a symbiotic relationship that helps each 
other grow and thrive. 
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FUTURE RESEARCH QUESTIONS 
 
 
“From all the moaning and groaning about the death of Black theater, and from 
seeing theater after theater close because of money and space, it is quite plain that we 
have to find some better ways of developing audiences, marketing plays, developing our 
talent, finding money and sharing our resources,”  
Hazel Bryant – Founder of the Richard Allen Center for Culture and Art 
 
As expressed in the conclusion, the data and research indicate that the challenges to 
Black Theater are not insurmountable.  A long history of creating art and affecting 
political movements through theater shows that there is a wide field of opportunity to 
take advantage of.   However, empirical data on the effects of racism on American 
society, specifically African Americans, and how that affects Black arts is lacking.  This 
thesis began with the question of, “Where are all the Black theaters and how can I find 
them?”  Many successful enterprises are born out of networking and professional support, 
but without a database of Black theaters, where can a new organization turn to for help or 
advice?   1812 Productions had the fortune of being mentored by the large and 
successfully sustainable, Arden Theater Company.  This relationship was born out of the 
prolific amount of performances the co-founders of 1812 Productions were able to do 
throughout Philadelphia and at the Arden.  This allowed 1812 Productions to be able to 
pull from a myriad of resources.  That is how it should work.   But when African 
Americans have limited access to performing on the Eurocentric stage, when African 
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American directors and writers cannot find an avenue into mainstream theater, and Black 
theater is a “quiet word of mouth” entity, then to whom can they reach out?   
Based on the findings, I have the following recommendations for further research: 
•   Study of the number of Black theater companies throughout the United States that 
examines their 501c3 status, years of existence, and challenges in connecting with 
standard theater support tools.   
o   Using sustainability as the metric of success, this study should determine 
who among the Black theaters have achieved success. 
•   Establish clear cut outcomes for creative placemaking to gauge whether or not 
efforts put forth in Black communities set these communities up for continued 
existence and ultimate economic success. 
o   Including dedicated collaboration and commitment to supporting and 
helping to create Black businesses in the community. 
The results of these studies can help establish ways that Black theaters can become an 
essential part of the economic development of their communities and in turn build a 
support system in which they can thrive.  Transitioning into a place of legitimation is a 
multi-layered effort.  Systemic attitudes towards people of color makes these transitions 
more difficult.  However, with the proper tools, resources and commitment to developing 
a symbiotic relationship with Black communities, Black theaters can move from infancy 
into maturity side by side with their communities.   Valerie Gay paraphrased Einstein, 
“Once your mind has been exposed to education, it can never go back to its previous 
state,” (Valerie Gay Interview 2015).  Once Black theater develops a full comprehension 
of how it arrived at the present state, and remember how it got there, the question will no 
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longer be asked, “Why it was so challenging finding Black theaters with whom I could 
connect?”   
APPENDIX 
Appendix A 
Art Sanctuary 
•   How far do Black arts organizations have to concede in their missions, or 
assimilate their core values, in order to consistently garner financial support 
from funding organizations? 
o   In your experience, has your mission helped or hindered your capacity to 
win funding? 
o   In the history of your organization, has funding increased or decreased 
since its inception?   
o   What are some contributing factors? 
•   Can a Black arts organization succeed and/or thrive without incorporating 
Western European ideals (Sidford 2011) or “playing to” Eurocentric 
audiences?   
o   Do you feel that your organization would receive more funding if it were 
focused on a more diverse constituency? 
o   Has your programming changed direction since your organizations 
inception? 
o   What is the marker for success and can different definitions be valued 
equally?     
o   How do you measure success within your organization? 
	  	  
53	  
o   Where do you see your organization 10 years from now? 
o   Do you think your definition of success is in line with industry norms? 
•   Can Black arts organizations grow to large financial and commercial success 
and still effectively serve their constituency? 
o   If you grew to $1 mil+ budget with large funding capacity, how would 
your programming change? 
o   How would this influx of money influence your constituents?   
o   Regarding the work, you produce, how do you envision your audience 
demographics being affected? 
1812 Productions 
o   How far do arts organizations have to concede in their missions, or 
assimilate their core values, in order to consistently garner financial 
support from funding organizations? 
§   In your experience, has your mission helped or hindered your 
capacity to win funding? 
§   Has there been any changes/challenges to your mission statement? 
§   In the history of your organization, has funding increased or 
decreased since its inception?   
§   What are some contributing factors? 
§   What challenges have you experienced in diversifying your 
audiences?  
§   What is the marker for success and can different definitions be 
valued equally?     
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§   Can you imagine yourself as a $2 million organization?  How do 
you imagine your relationship to your constituency changing as a 
result? 
Funders 
o   In your experience, how much has mission helped or hindered your 
organizations desire to fund an organization? 
o   How much does constituent diversity factor into your funding decisions? 
o   In terms of successful outcomes, motivators by which you as a funder 
would rank an organization highly, is there a sliding scale of success, or a 
general barometer? 
o   What is the marker for success and can different definitions be valued 
equally?     
Advocacy  
o   How far do Black arts organizations have to concede in their missions, or 
assimilate their core values, in order to consistently garner financial 
support from funding organizations? 
o   Can a Black arts organization succeed and/or thrive without incorporating 
Western European ideals (Sidford 2011) or “playing to” Eurocentric 
audiences?   
o   What is the marker for success and can different definitions be valued 
equally?     
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o   Can Black arts organizations grow to large financial and commercial 
success and still effectively serve their constituency? 
InterAct Stats  
o   Founded in 1988, InterAct’s aim is to educate, as well as entertain its 
audiences, by producing world-class, thought-provoking productions, and 
by using theater as a tool to foster positive social change in the school, the 
workplace and the community. Through its artistic and educational 
programs, InterAct seeks to make a significant contribution to the cultural 
life of Philadelphia and to the American theater.  
o   Around for 27 years. 
§   In your experience, has your mission helped or hindered your 
capacity to win funding? 
§   Has there been any changes/challenges to your mission statement? 
§   In the history of your organization, has funding increased or 
decreased since its inception?   
§   What are some contributing factors? 
§   What challenges have you experienced in diversifying your 
audiences 
§   What is the marker for success and can different definitions be 
valued equally?     
§   Can you imagine yourself as a $2 million organization?  How do 
you imagine your relationship to your constituency changing as a 
result? 
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Kulu Mele – 20 years’ existence 
o   How long have you been the Artistic Director a Kulu Mele?   
o   In your experience, has your mission helped or hindered your capacity to 
win funding? 
o   In the history of your organization, has funding increased or decreased 
since its inception?   
o   What are some contributing factors? 
•   Can a Black arts organization succeed and/or thrive without incorporating 
Western European ideals (Sidford 2011) or “playing to” Eurocentric audiences? 
o   Your organization has received a lot of funding over the years.  What do 
you attribute that to? 
o   Do you feel that your organization would receive more funding if it were 
focused on a more diverse constituency? 
o   Has your programming changed direction since your organizations 
inception? 
o   What is the marker for success and can different definitions be valued 
equally?     
o   How do you measure success within your organization? 
o   Where do you see your organization 10 years from now? 
o   Do you think your definition of success is in line with industry norms? 
•   Can Black arts organizations grow to large financial and commercial success and 
still effectively serve their constituency? 
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o   If you grew to $10 mil+ budget with large funding capacity, how would 
your programming change? 
o   How or would this influx of money influence your constituents?   
o   Regarding the work, you produce, how do you envision your audience 
demographics being affected? 
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Appendix B 
 
Values 
 
 
Row Labels Sum of Yes Sum of No 
Count of 
Theater 
Company 
African American Drama Company  1 0 1 
African American Performing Arts Community Theater  1 0 1 
African American Repertory Theater  1 0 1 
African Continuum Theater  1 0 1 
African-American Shakespeare Company 1 0 1 
American Negro Playwright Theater  0 1 1 
Amun Ra Theater  0 1 1 
Andre’ Lee Ellis & Company  0 1 1 
Anthony Bean Theater Company  1 0 1 
b current Theater Company 0 1 1 
Billie Holiday Theater  1 0 1 
Black Academy of Arts and Letters  1 0 1 
Black Ensemble Theater  1 0 1 
Black Spectrum Theater  1 0 1 
Black theater Symposium  0 1 1 
Black Theater Troupe  1 0 1 
Black Theater Workshop 1 0 1 
Black Women Playwrights' Group  1 0 1 
Blacken Blues Theater  1 0 1 
Bushfire Theater Company  1 0 1 
Carpetbag Theater  1 0 1 
Cincinnati Black Theater Company 1 0 1 
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Values 
 
 
Row Labels Sum of Yes Sum of No 
Count of 
Theater 
Company 
Classical Theater of Harlem 1 0 1 
Collards and Caviar Productions  0 1 1 
Common Ground Theater  1 0 1 
Congo Square Theater Company 1 0 1 
Crossroads Theater Company  1 0 1 
Detroit Repertory Theater 1 0 1 
Ebony Expressions - A Lady C Production Company  0 1 1 
Emerald Entertainment  0 1 1 
Ensemble Theater  1 0 1 
ETA  1 0 1 
First World Theater Ensemble  1 0 1 
Forbidden Fruit Theater Company  0 1 1 
Freedom Theater  1 0 1 
Harlem Ensemble Company  1 0 1 
Harlem Stage 1 0 1 
Hattiloo Theater  1 0 1 
Ikam Productions 1 0 1 
Images Theater Company  0 1 1 
Impact Repertory Theater  1 0 1 
InnerAct Productions  0 1 1 
Inspiration Inc. Arts in the Community  1 0 1 
iTheater Collaborative  0 1 1 
Ivory Art, Inc. 0 1 1 
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Values 
 
 
Row Labels Sum of Yes Sum of No 
Count of 
Theater 
Company 
Jubilee Theater  1 0 1 
Jump Start Theater Company  0 1 1 
Juneteenth Legacy Theater  0 1 1 
Karamu House  0 1 1 
Kuntu Repertory Theater  0 1 1 
Langston Hughes Cultural Arts Center  1 0 1 
Lorraine Hansberry Theater  1 0 1 
Los Angeles African American Repertory Company 0 1 1 
M Ensemble  1 0 1 
Ma'at Association of African Centered Theater  1 0 1 
Mad River Theater Works  1 0 1 
Mahogany Project  1 0 1 
Mixed Blood Theater  1 0 1 
Mosaic Youth Theater  1 0 1 
National Black Theater  1 0 1 
Negro Ensemble Company  1 0 1 
New Federal Theater  1 0 1 
New Jomandi Theater  0 1 1 
New Venture Theater  1 0 1 
New World Theater  0 1 1 
North Carolina Black Repertory Company  1 0 1 
Nu Black Arts West Theater  0 1 1 
Opera Ebony  1 0 1 
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Values 
 
 
Row Labels Sum of Yes Sum of No 
Count of 
Theater 
Company 
Our Place Theater  0 1 1 
Penumbra Theater Company  1 0 1 
People's Theater  0 1 1 
Plowshares Theater Company  1 0 1 
Providence Black Repertory Company  0 1 1 
Riant Theater  1 0 1 
Rites and Reason Theater  0 1 1 
Robey Theater Company  1 0 1 
Stage Aurora Theatrical Company  1 0 1 
SweetPea Producers  0 1 1 
Sycamore Rouge  0 1 1 
Take Wings and Soar  1 0 1 
The Black Rep  1 0 1 
The Ensemble Theater 1 0 1 
The Essential Theater  0 1 1 
The Hansberry Project at ACT  1 0 1 
The M-Ensemble 0 1 1 
The Naroshmi Theater Company  0 1 1 
THEARC  1 0 1 
Towne Street Theater  1 0 1 
True Colors Theater Company  0 1 1 
Ujima Theater Company  1 0 1 
Unity Theater Company  1 0 1 
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Values 
 
 
Row Labels Sum of Yes Sum of No 
Count of 
Theater 
Company 
Up You Mighty Race  0 1 1 
Upstage Theater Company  1 0 1 
Watts Village Theater Company  1 0 1 
Westcoast Black Theater Troupe  0 1 1 
Grand Total 62 33 95 
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Appendix C 
LORT Theater Members and their yearly revenue 
Theater Revenue Average 
Philadelphia Theatre Company -$775,094 
 Capital Repertory Theatre $962,083 
 Merrimack Repertory Theatre $1,908,031 
 Delaware Theatre Company $2,131,961 
 Arkansas Repertory Theatre $3,305,953 
 Round House Theatre $3,381,006 
 Arden Theatre Company $5,095,540 
 People's Light and Theatre Company $5,212,262 
 Maltz Jupiter Theatre $5,938,841 
 Florida Studio Theatre $6,717,641 
 TheatreWorks $6,952,338 
 The Cleveland Play House $7,010,313 
 Signature Theatre $8,495,720 
 CENTERSTAGE $9,250,809 
 The Wilma Theatre $10,777,182 
 George Street Playhouse $11,460,957 
 Milwaukee Repertory Theatre $13,292,261 
 La Jolla Playhouse $15,605,827 
 Shakespeare Theatre Company $17,234,167 
 Theatre for a New Audience $18,438,288 
 Goodman Theatre $20,598,476 
 American Conservatory Theater $31,679,095 
 Alliance Theatre $105,256,535 $7,208,107 
ACT Theatre 
  Actors Theatre of Louisville 
  Alabama Shakespeare Festival 
  Alley Theatre 
  American Repertory Theater 
  Arena Stage 
  Arizona Theatre Company 
  Asolo Repertory Theatre 
  Barter Theatre 
  Berkeley Repertory Theatre 
  Center Theatre Group 
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Cincinnati Playhouse in the Park 
  City Theatre Company 
  Clarence Brown Theatre Company 
  Court Theatre 
  Dallas Theater Center 
  Denver Center Theatre Company 
  Ford's Theatre 
  Geffen Playhouse 
  Geva Theatre Center 
  Goodspeed Musicals 
  Great Lakes Theater Festival 
  Guthrie Theater 
  Hartford Stage 
  Huntington Theatre Company 
  Indiana Repertory Theatre 
  Kansas City Repertory Theatre 
  Laguna Playhouse 
  Lincoln Center Theater 
  Long Wharf Theatre 
  Manhattan Theatre Club 
  Marin Theatre Company 
  McCarter Theatre 
  Northlight Theatre 
  The Old Globe 
  Pasadena Playhouse 
  Pittsburgh Public Theatre 
  PlayMakers Repertory Company 
  Portland Center Stage 
  Portland Stage Company 
  Repertory Theatre of St. Louis 
  Roundabout Theatre Company 
  Seattle Repertory Theatre 
  South Coast Repertory 
  Syracuse Stage 
  Trinity Repertory Company 
  Two River Theatre Company 
  Yale Repertory Theatre 
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